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new notational practice.5 The absence of manuscripts from the formative decades has left many central issues open to speculation, including the evolution of the rhythmic modes.6 Most important, however, the intellectual and aesthetic climate that fostered this new style of music has never been described or explained. We have yet to understand why Parisian polyphonists turned so forcefully to the rhythmic dimension of music.
The attempt to understand the earliest layers of Notre Dame polyphony has often led to the study of Parisian poetry, particularly to conductus texts. The polyphonic conductus repertory has seemed a plausible link between the untexted clausulae of the Magnus liber and poetic theory. On the one hand, conductus have poetic texts that could have been subject to the rules of contemporary poetry. On the other hand, they also have long untexted, melismatic caudae that seem analogous to the clausulae. Scholars have long believed that in at least some of these works, there was significant interplay between the rhythm of the texts and the modal rhythms of the music. Moreover, it is clear that composers of the period were poets as well, and therefore that even the untexted polyphony of the Magnus liber may have some sort of poetic model.7 165 Yet the ways in which music and texts are interdependent have proved controversial topics, as have the very natures of sequence and conductus texts themselves. Thus we are left with a series of troublesome questions: how were the texts of sequences and conductus understood by poets and musicians from the late twelfth and early thirteenth centuries? Were the texts of conductus and sequences "modal," that is, were patterns of long and short duration important to them? Was there an early tradition, pre-dating the development of the rhythmic modes, that understood conductus and sequence texts in terms of such patterns? What role did accent play in the shaping of Parisian sequence and conductus texts? And the most significant query: what view of rhythm was held in Parisian literary circles of the late twelfth and early thirteenth centuries and how might this view have affected composers, both of monophonic and of polyphonic works? Some answers to these questions can be found in the substantial group of treatises on rhythmic poetry developed in the twelfth and thirteenth centuries for the purpose of teaching the art of writing conductus or song texts, sequences, and similar types of poetry; at least one of these treatises is Parisian.8 The first part of discussion to follow provides an historical preface to twelfth-and thirteenth-century treatises "De rithmis." The second section presents an analysis of the twelfth-century "De rithmico dictamine." In the third part, attention focuses on a thirteenth-century Parisian view of rhythmic poetry as found in the "Ars rithmica" of the grammarian John of Garland. Discussion closes with a summary of what the treatises "De rithmis" have told us about late-twelfth-and early-thirteenth-century attitudes toward rhythm, meter, and accent in 166 rhythmic poetry from the period. Although it is beyond the scope of this study to discuss in detail the numerous ways in which attitudes toward accent, rhythm, and meter in treatises "De rithmis" may have affected Parisian composers, both those who wrote monophony and those who wrote polyphony, we will, nonetheless, be in a better position to begin this work once those attitudes have been studied and explained.9 We can begin to understand, for example, what Parisian composers took with them to their polyphonic practice from the monophonic repertories in which they excelled, and, just as significantly, what they did not. Since classical antiquity the subject of rhythm has belonged to the realms of both poetry and music.10 Augustine's De musica, the most im-The parts of music are three: harmonics, rhythmics and metrics. Harmonics discerns the high and the low in sounds. Rhythmics is that which inquires after the joining of words, whether the sound hangs together well or ill. Metrics is that which knows the measure of the different meters by proven theory; as, for example, of the heroic, the iambic, the elegaic, etc. The parts of music are three: harmonics, rhythmics and metrics. Harmonics discerns the high and the low in sounds. Rhythmics is that which inquires after the joining of words, whether the sound hangs together well or ill. Metrics is that which knows the measure of the different meters by proven theory; as, for example, of the heroic, the iambic, the elegaic, etc. 15 A partial listing of medieval theorists who comment on rhythm can be found in "Rhythmus/numerus" in Handworterbuch der musikalischen Terminologie. ,6 For further discussion of Aurelian, see the introduction and notes to Musica disciplina, ed. Lawrence Gushee, Corpus scriptorum de musica XXI (Rome, 1975) . Because it is so clearly a compilation, Gushee warns us against calling it "the first medieval treatise on plainchant." '7 The passage in Bede is itself highly derivative. His main sources are the fourthcentury Marius Victorinus and the seventh-century Audax. See Bede, De arte metrica, ed. C. B. Kendall, Corpus Christianorum, Series Latina 123 A, 138-39. 18 The example from an Ambrosian hymn is found in Bede as well. But Bede chose Ambrose to illustrate the principles of metrical verse, seeming to think that the hymn is rhythmic as well. Rhythmics inquires into the joining of the words, whether the sound hangs together well or ill. Rhythmics seems to be very similar to metrics; but rhythmics is a measured composition of words, analysed not by the system of metrics, but by the number of the syllables, and it is judged by the discrimination of the ears: such are most Ambrosian hymns. Hence the following: "Rex aeterne Domine, rerum creator omnium," is composed in the likeness of iambic metre, yet it has no scheme of feet; on the contrary, it is shaped merely with a rhythmic measurement (modulation). Whoever knows even the least spark of metrics can understand our discourse in this matter. For meter is system with measure (ratio cum modulatione), but rhythm is measure 169 without system, and is discerned through the number of the syllables.20
Because Boethius

In later discussions of rhythm from the ninth through the twelfth centuries, the blend of musical and poetic theory found in Aurelian became lost.21 The discussions of rhythm in the Scholia enchiriadis, the Commemoratio brevis, and the commentary on Martianus Capella by Remi of Auxerre all treat the idea of rhythm as the system of proportion underlying the chant. Rithmica est, quae incursionem requirit verborum, utrum sonus bene an male cohereat. Rithmus namque metris videtur esse consimilis quae est modulata verborum compositio, non metrorum examinata ratione, sed numero sillabarum atque a censura diiudicatur aurium, ut pleraque Ambrosiana carmina, unde illud: "Rex eterne Domine rerum Creator omnium," ad instar metri iambici compositum. Nullam tamen habet pedum rationem sed tantum contentus est rithmica modulatione. Qui scintillam vel perparvam habet metrorum, hic cognoscere valet nostrum de hac re sermonem. Etenim metrum est ratio cum modulatione, rithmus vero est modulatio sine ratione, et per sillabarum discernitur numerum.19
Rhythmics inquires into the joining of the words, whether the sound hangs together well or ill. Rhythmics seems to be very similar to metrics; but rhythmics is a measured composition of words, analysed not by the system of metrics, but by the number of the syllables, and it is judged by the discrimination of the ears: such are most Ambrosian hymns. Hence the following: "Rex aeterne Domine, rerum creator omnium," is composed in the likeness of iambic metre, yet it has no scheme of feet; on the contrary, it is shaped merely with a rhythmic measurement (modulation). Whoever knows even the least spark of metrics can understand our discourse in this matter. For meter is system with measure (ratio cum modulatione), but rhythm is measure 169 without system, and is discerned through the number of the syllables.20
In later discussions of rhythm from the ninth through the twelfth centuries, the blend of musical and poetic theory found in Aurelian became lost.21 The discussions of rhythm in the Scholia enchiriadis, the Commemoratio brevis, and the commentary on Martianus Capella by Remi of Auxerre all treat the idea of rhythm as the system of proportion underlying the chant. century Guido is, however, a harbinger of the future: he does use the parallel between poetry and music to make his points. And, indeed, in the thirteenth century and in Paris, the concept of rhythm as it belongs to the poetic tradition was again to become part of the art of music.
The tradition of writing rhythmic poetry is, we have seen, an old one.24 Until the eleventh century, however, this poetic style was commonly associated with the "vulgar" poets and secular verse, hymn texts being the single exception. 32 Alberic was, as were later theorists "De rithmis," concerned with the penultimate syllable of each line or grouping of words within a line. The cadence and its accent serve to punctuate and define lines, and sometimes line segments, in rhythmic poetry. When Alberic speaks of this cadence, he often does so in terms of meter, thus providing his rules and the poetry they describe with a patina of learnedness. Hugh Davis, 221, reflects on Alberic's descriptions of accentual cadences: "The formula throughout the treatise is producta penultima accentu (the word order is sometimes changed, and a finite verb used instead of the participle)-'the penult held by reason of the word accent'-and the meaning is ... that the next-to-the-last syllable in the ... verse ... receives the stress because it is long, or, more precisely from the point of view of medieval rhythmics, it receives the word accent."
33 Davis retains what is probably a bastardized version of"duodeca ..." (the preface signifying "twelve") in his edition because he tries to be faithful to the archetype behind both manuscripts used in his edition whenever possible. This word seems to have belonged to it. quibus cum certo et determinato numero sillabarum etiam longitudo et brevitas est prospecta. Quod est apertius dicere: rithmi pariter sunt et metra. Sunt autem aliqui rithmorum de quibus edisserere decrevi per regulam.29 There are some "rhythmi" in which only the measure of the syllables is considered, without any consideration of long and short quantity. There are others with a sure and determinate number of syllables in which long and short duration is considered as well. That is, to speak more plainly, they are both "rithmi" and metrical verses. And they are some of the rhythmic verse types which I decided to explain by rule.30
Alberic sets forth descriptions of both types of verse, some in which only the number of syllables matters (the first three examples),31 and others for which the accent of the penultimate syllable is crucial to the structure of the verse (all the rest). In this second type, a concern inherited from the metrical tradition is more apparent. Alberic's definition of rhythmic poetry, when viewed through the examples he presents to illustrate it, seems not to have meant that he thought some "rithmi" were completely metrical. It was merely clear to him that many "rithmi" borrowed patterns found in metrical schemata. But when they did so, they 171 reflected them through accent rather than duration and used them at cadences.32 Alberic's discussion of a "rithmus" with twelve syllables per line illustrates his method: Diadecasillabus33 rithmus est qui ex membris constantibus ex duodecim sillabis constat. Rithmus iste dupliciter habet rationem compositionis. Nam interdum ita ponitur ut prior pars uniuscuiusque membri 29 Hugh Davis, "De rithmis," 208.
30
Dag Norberg states that there was a type of rhythmic poetry in which only number of syllables and nothing else was a consideration; this seems to be Alberic's first type. 31 The first example Alberic gives to illustrate verse that it structured by syllable count alone, is that type which parallels Sapphic verse. For discussion of this type of rhythmic poetry, see Norbert, Introduction, 124-25. 32 Alberic was, as were later theorists "De rithmis," concerned with the penultimate syllable of each line or grouping of words within a line. The cadence and its accent serve to punctuate and define lines, and sometimes line segments, in rhythmic poetry. When Alberic speaks of this cadence, he often does so in terms of meter, thus providing his rules and the poetry they describe with a patina of learnedness. Hugh Davis, 221, reflects on Alberic's descriptions of accentual cadences: "The formula throughout the treatise is producta penultima accentu (the word order is sometimes changed, and a finite verb used instead of the participle)-'the penult held by reason of the word accent'-and the meaning is ... that the next-to-the-last syllable in the ... verse ... receives the stress because it is long, or, more precisely from the point of view of medieval rhythmics, it receives the word accent."
33 Davis retains what is probably a bastardized version of"duodeca ..." (the preface signifying "twelve") in his edition because he tries to be faithful to the archetype behind both manuscripts used in his edition whenever possible. This word seems to have belonged to it. 35 It is clear that from the very beginning rhyme played some role in rhythmic verse. Even the "Psalm against the "Donatists" shows frequent use of rhyme. But the dramatic increase in the use of rhyme in the twelfth century separates the later rhythmic repertories from their ancestors. The reasons for this extensive use of rhyme in rhythmic poetry beginning in the late eleventh century remains a difficult subject. Vernacular poets, particularly the Germans, probably played a major role in developing the eleventh-century taste for rhyme. See Ulrich Ernst and Peter-Erich Neuser, Die Genese der europiiischen Endreimdichtung (Darmstadt, 1977) . 36 The best full-scale studies of the application of duration to rhythmic poetry have been Ugo Sesini, "Le Melodie trobadoriche nel canzoniere provenzale della Biblioteca Ambrosiana," Studi medievali XVII (1939), 1-10o and Roger Dragonetti, La Technique poetique des trouveres dans la chanson courtoise (Bruges, 1960). Both these scholars attack the application of the system of rhythmic modes, which developed in Paris during the thirteenth century, to most twelfth-century monophonic repertories. We will return to this question in the pages to follow. ex quinque sillabis constet, penultima accentu producta; pars vero posterior conficiatur ex septem sillabis penultima accentu correpta. Constat autem rithmus huiusmodi ex membris plerumque quinque, aliquando tamen ex quattuor, nonnumquam ex tribus.34 A twelve-syllable rithmus is one which consists of lines of twelve syllables. This rithmus has a system of composition of two parts. For frequently it is constructed thus: so that the first part of each line consists of five syllables, with the penultimate syllable long by accent; but the latter part is made of seven syllables with the penultimate short by accent. Moreover, a rithmus of this type consists most often of five lines, but sometimes of four, sometimes of three. The total penetration of the poetic and musical arts by the rhythmic style described by Alberic of Monte Cassino was the most significant single event of the twelfth century in either of these realms. Both poetry and music were completely transformed by this new poetics, and in a variety of ways. The new rhythmic poetry was always sung and its development insured a new period of interaction between the arts of poetry and music. As we might expect, at the close of the most intense period of creativity, a new theoretical tradition rose up to explain the art of rhythmic poetry to students-students, we may assume, of both poetry and music. For such an art demanded knowledge of both these; it operated through the uniting of words and music under a system of common aesthetic goals. But the tradition of writing rhythmic poetry had, for some time, come under the aegis of the rhetoricians and the grammarians. The total penetration of the poetic and musical arts by the rhythmic style described by Alberic of Monte Cassino was the most significant single event of the twelfth century in either of these realms. Both poetry and music were completely transformed by this new poetics, and in a variety of ways. The new rhythmic poetry was always sung and its development insured a new period of interaction between the arts of poetry and music. As we might expect, at the close of the most intense period of creativity, a new theoretical tradition rose up to explain the art of rhythmic poetry to students-students, we may assume, of both poetry and music. For such an art demanded knowledge of both these; it operated through the uniting of words and music under a system of common aesthetic goals. But the tradition of writing rhythmic poetry had, for some time, come under the aegis of the rhetoricians and the grammarians.37 It is, then, no wonder that the first theoretical treatises to follow the fervent poet/composers of the early twelfth century grew out of the tradition of Alberic of Monte Cassino.
Alberic's concerns in his "
It is surprising that until this time, medieval treatises "De rithmis" have been left out of most discussions of Parisian monophony and polyphony.38 Certainly, the treatises present problems: they do not exist, for the most part, in modern editions. Nor has there been any systematic 173 attempt to locate more such treatises.39 Unfortunately, therefore, the following discussion of these works is limited because so little work, especially paleographical work, has been done on them. It is impossible, in 37 James Murphy says of the treatises "De rithmis": "In the late nineteenth century Giovanni Mari collected a number of texts dealing with rithmus. He pointed out that it was studied at Vercelli, Vienna, Paris, Lyons, Blois, Orleans, Tours, and Rheims, usually in connection with grammar. It is important to note that these studies seem to have been separate from the studies of that type of rhythmical prose called the cursus, which was used in its own way in the ars dictaminis, or art of letter- most cases, until this work has been completed, to go beyond the very general specifications of Mari regarding essential things such as dating and places of origin. And yet, it is well past the time that these works and the understanding they contain was made a part of the modern study of late twelfth-and thirteenth-century Parisian music. The treatises, vital though they are, have not been examined perhaps because they belong to the study of both poetry and of music. Thus, no specialist in either of these fields has chosen to investigate them and the particular practice they describe. But it is precisely their dual allegiance that makes them so directly relevant to the art of the late twelfth and thirteenth centuries. most cases, until this work has been completed, to go beyond the very general specifications of Mari regarding essential things such as dating and places of origin. And yet, it is well past the time that these works and the understanding they contain was made a part of the modern study of late twelfth-and thirteenth-century Parisian music. The treatises, vital though they are, have not been examined perhaps because they belong to the study of both poetry and of music. Thus, no specialist in either of these fields has chosen to investigate them and the particular practice they describe. But it is precisely their dual allegiance that makes them so directly relevant to the art of the late twelfth and thirteenth centuries. Clausulae are categorized by how many different rhymes they have. A monotongus rhythmic clausula has one rhyme or tone ("thonggus" is Greek for "sound," but the word came to mean "tone" in the Middle Ages), a diptongus has two rhymes, and a triptongus has three. Both the latter types can have caudae at the end, lines that are different from the others in the clausula, in syllable count, in accent pattern, and in rhyme (or in a combination of these). Thus the caudae serve to punctuate individual clausulae, but also to relate them. The cauda of one clausula can be consonant or dissonant (that is, rhyming or non-rhyming), with the cauda of a subsequent strophe. A cauda can also be "continens" (or adjoining):52 such a cauda, through its rhyme, initiates the rhyme of the Clausulae are categorized by how many different rhymes they have. A monotongus rhythmic clausula has one rhyme or tone ("thonggus" is Greek for "sound," but the word came to mean "tone" in the Middle Ages), a diptongus has two rhymes, and a triptongus has three. Both the latter types can have caudae at the end, lines that are different from the others in the clausula, in syllable count, in accent pattern, and in rhyme (or in a combination of these). Thus the caudae serve to punctuate individual clausulae, but also to relate them. The cauda of one clausula can be consonant or dissonant (that is, rhyming or non-rhyming), with the cauda of a subsequent strophe. A cauda can also be "continens" (or adjoining):52 such a cauda, through its rhyme, initiates the rhyme of the 48 The opening sentence of the treatise reveals all these concerns: "Ad habendam rithmici dictaminis noticiam, primo videndum est quid sit rithmus et quot ex sillabis distinctio constare debeat, et ex quot distinctionibus clausula sit, et ubi sit observanda consonantia." 49 Mari, 11-12. 50 Mari, 12.
51 The strophe is the second of the "Lamentatio Oedipi." The accent pattern alternates regularly between strong-weak in the first part of each line, to weak-strong in the last part of each line. But it is only the last part of the line which is specifically mentioned here. In other words, the accentual cadences of the first half of the lines are as tightly controlled as are the final cadences, but only the final cadence of each line has rhyme. 52 Mari chose the reading "concidentes" instead of "continentes," although the latter appears in three manuscripts, and is the word chosen by later redactors of this work. In the final section of the treatise, the author describes four particular styles of "rithmis"; the styles permit the patterning of lines throughout a given clausula. In the most sophisticated of the styles, lines are related by transposition of rhythmical phrases, the transposition initiating a new rhythmical cadence: Ihesu Christe, miserere, 177 fac me digne penitere; penitere fac me digne, ne eterno tangar igne; igne tangar ne eterno, regno frui fac superno.54
In this style, the syllable count and the accentual patterns are the same from line to line. The interrelated sounds of the vowels are suspended and transformed upon a stationary grid of accent or beat.55 The poetry, "Concidentes" makes only imperfect sense here, whereas, the meaning of "continentes" is clear and fits the sense.
53 Mari, 15. 54 Mari, 16. Mari chose to edit the third line of this clausula as "Ne eterno cremer igne." I have rendered the line differently, using other manuscripts of the work and the authority of later redactions. 55 It is essential to realize the striking difference between poetry such as this and the dactylic hexameters produced by twelfth-and thirteenth-century poets continuing in the metrical style. The dactylic hexameter, the meter of the Aenead of Vergil, was far and away the most popular meter for medieval poets who had cultivated an understanding of Latin metrical versification. The hallmark of this verse is its variety: a line of dactylic hexameter always ends with a spondee; the first five feet, however, may consist of either dactyls or spondees. Thus a line may be as long as seventeen syllables or as short as thirteen. There are also available a number of caesural pauses, and although these often serve to emphasize a usual ictus on the first and fourth feet, neither they nor the ictus are absolutely standardized. Of course, in metrical poetry word accent does not determine the patterns of the feet or of the ictus and can, in fact, often does, contrast with the emphases produced by these other features of the verse. following clausula. The example below from the treatise illustrates several of these points; it is triptongus because it has three different end rhymes. There are two clausulae with caudae and the caudae are not consonant, they are continentes, or adjoining.
Vale, doctor, flos doctorum, gemma, decus clericorum; cetum vincis nam proborum rithmicando. Cunctos vincis compenendo, cunctis spes es in solvendo, et de te nulla perpendo nisi bona.53
In the final section of the treatise, the author describes four particular styles of "rithmis"; the styles permit the patterning of lines throughout a given clausula. In the most sophisticated of the styles, lines are related by transposition of rhythmical phrases, the transposition initiating a new rhythmical cadence: Ihesu Christe, miserere, 177 fac me digne penitere; penitere fac me digne, ne eterno tangar igne; igne tangar ne eterno, regno frui fac superno.54
53 Mari, 15. 54 Mari, 16. Mari chose to edit the third line of this clausula as "Ne eterno cremer igne." I have rendered the line differently, using other manuscripts of the work and the authority of later redactions. 55 It is essential to realize the striking difference between poetry such as this and the dactylic hexameters produced by twelfth-and thirteenth-century poets continuing in the metrical style. The dactylic hexameter, the meter of the Aenead of Vergil, was far and away the most popular meter for medieval poets who had cultivated an understanding of Latin metrical versification. The hallmark of this verse is its variety: a line of dactylic hexameter always ends with a spondee; the first five feet, however, may consist of either dactyls or spondees. Thus a line may be as long as seventeen syllables or as short as thirteen. There are also available a number of caesural pauses, and although these often serve to emphasize a usual ictus on the first and fourth feet, neither they nor the ictus are absolutely standardized. Of course, in metrical poetry word accent does not determine the patterns of the feet or of the ictus and can, in fact, often does, contrast with the emphases produced by these other features of the verse. then, has two strongly defined and immediately apprehendable dimensions: the ongoing, fairly predictable thrust of its accentual pattern, carefully controlled by syllable count, and the variety of vowel sounds, themselves interrelated through rhyme, that unfold as the poem is sung. It is very different, on the one hand, from the metrical verse described above in note 55, and, on the other hand, unlike the "rithmi" composed by Alberic of Monte Cassino because of its dependence upon rhyme.56
The "De rithmico dictamine" was revised several times by medieval authors. Although all redactions follow the structure of the "De rithmico dictamine" and often use the same examples to illustrate rules, there are several important shifts in these later works. The "Regulae de rithmis" survives in Admont 759, a manuscript dated to the twelfth century by Zarnacke.57 The "Regulae" offers a slightly different definition of rhythmic verse from that examined earlier:
Rithmus enim est congrua diccionum ordinatio, consona, continenter sillabarum aequalitate prolata. Dicitur autem rithmus a graeco rithmos, idest numero, quoniam certa lege numerorum constituendus est. Numerus ergo in ipso notandus est, primo quidem in distinc-178 cionibus, postmodum vero in sillabis et consonanciis.58 A rhythmical poem is an harmonious, rhyming ordering of phrases, continuously produced with a uniformity of syllables. It is named from the Greek "rithmos," that is from number, for by a fixed rule of numbers is it constructed. Number, then, should be observed in it first .in lines, and after in syllables and rhymes.
The "Regula" expands immediately upon the definition proposed by the "De rithmico dictamine," acknowledging from the start that all aspects of a rhythmical poem are measured by number. The treatise also transforms the phrase "consonans paritas" used by the "De rithmico dictamine" into what may be a more explicit description of equality of syllables. Both Bede and Alberic failed to address this matter directly; some other redactions of the "De rithmico dictamine" employ its phrase in this position. But the author of the "Regula" seems to say that all syllables in a rhythmic poem are equal, giving the impression that duration is simply not a factor in this style of poetry. 59 We will see that John of Garland the Grammarian was even more explicit in this regard. then, has two strongly defined and immediately apprehendable dimensions: the ongoing, fairly predictable thrust of its accentual pattern, carefully controlled by syllable count, and the variety of vowel sounds, themselves interrelated through rhyme, that unfold as the poem is sung. It is very different, on the one hand, from the metrical verse described above in note 55, and, on the other hand, unlike the "rithmi" composed by Alberic of Monte Cassino because of its dependence upon rhyme.56
Rithmus enim est congrua diccionum ordinatio, consona, continenter sillabarum aequalitate prolata. Dicitur autem rithmus a graeco rithmos, idest numero, quoniam certa lege numerorum constituendus est. Numerus ergo in ipso notandus est, primo quidem in distinc-178 cionibus, postmodum vero in sillabis et consonanciis.58 A rhythmical poem is an harmonious, rhyming ordering of phrases, continuously produced with a uniformity of syllables. It is named from the Greek "rithmos," that is from number, for by a fixed rule of numbers is it constructed. Number, then, should be observed in it first .in lines, and after in syllables and rhymes. this possible attempt at clarifying a difficult point, a point on which most twelfth-century authors are silent. Perhaps this need for explanation arose along with the use of terminology borrowed from metrics to describe the accent patterns of rhythmic verse.60 This terminology shows up first in the work of John the Grammarian and will be discussed later in this study. The treatises described thus far present a twelfth-century picture of rhythmic poetry and attitudes toward accent, meter, and rhythm within that verse. Accent is the controlling force behind this poetry: accent rules the cadences and the rhyme which punctuates them. Meter apparently has no place in this poetry, except insofar as the accentual patterns themselves can be viewed as transformations of certain metrical patterns. Lengthening and shortening of syllables is mentioned only with regard to cadences, and always in relation to accent. Rhythm is taken to mean the variety of numbers or proportions found in the verse: a rhythmic poem has a specific number of syllables per line, a specific number of lines per strophe, and strophes often punctuated by caudae, lines that are distinguished from those clausulae to which they are attached. These caudae help to organize the relationships between the strophes or clausulae. Thus the poems are "rhythmical" (in the twelfth-century 179 sense of the word) because they are accentual yet precisely measured in certain of their features. Rhyme and accent, always related in this poetry, have such power because they always exist within the frameworks of the lines, the clausulae and, ultimately, the poem itself. With all the importance given to number and proportion in this tradition, it seems that metrical feet, where each long syllable equals two short syllables, would have been mentioned were they employed.
The "De rithmico dictamine" was an influential treatise, existing in several manuscripts from a variety of places; it also served as the inherited body of information around which later authors structured works on rhythmic poetry. The actual pieces it describes are taken from the widespread repertories of rhythmic poetry, sacred and secular, written in the twelfth century: sequences, planctus, conductus, liturgical dramas, versus, secular songs, and so forth.6' Thus we can assume that the 60 Redactions found in the Bibliotheque de l'Arsenal, Paris, Ms. 763 and in the late thirteenth-century redaction attributed to Magister Sion both describe accentual patterns in metrical terms. See Mari, 24 and 17-19. These descriptions, particularly the more detailed work of Magister Sion, reveal that the theorists were trying to describe the force of the accent throughout the entire line, and not just at the cadence. It has been clear that accentual patterns related to structures found in metrical verse have always operated in rhythmical poetry. It has long been just as clear that the two types of verse are dramatically different and operate under entirely different sets of rules. Yet, to express certain groups of accent patterns, the theorists borrowed from metrics, using spondees, dactyls, and iambs to describe relationships of strong and weak accents. 61 The work of identifying quotations from the treatises "De rithmis" remains to be done. Many of the quotations are from inner strophes, and simple incipit checks are not this possible attempt at clarifying a difficult point, a point on which most twelfth-century authors are silent. Perhaps this need for explanation arose along with the use of terminology borrowed from metrics to describe the accent patterns of rhythmic verse.60 This terminology shows up first in the work of John the Grammarian and will be discussed later in this study.
The treatises described thus far present a twelfth-century picture of rhythmic poetry and attitudes toward accent, meter, and rhythm within that verse. Accent is the controlling force behind this poetry: accent rules the cadences and the rhyme which punctuates them. Meter apparently has no place in this poetry, except insofar as the accentual patterns themselves can be viewed as transformations of certain metrical patterns. Lengthening and shortening of syllables is mentioned only with regard to cadences, and always in relation to accent. Rhythm is taken to mean the variety of numbers or proportions found in the verse: a rhythmic poem has a specific number of syllables per line, a specific number of lines per strophe, and strophes often punctuated by caudae, lines that are distinguished from those clausulae to which they are attached. These caudae help to organize the relationships between the strophes or clausulae. Thus the poems are "rhythmical" (in the twelfth-century 179 sense of the word) because they are accentual yet precisely measured in certain of their features. Rhyme and accent, always related in this poetry, have such power because they always exist within the frameworks of the lines, the clausulae and, ultimately, the poem itself. With all the importance given to number and proportion in this tradition, it seems that metrical feet, where each long syllable equals two short syllables, would have been mentioned were they employed.
The "De rithmico dictamine" was an influential treatise, existing in several manuscripts from a variety of places; it also served as the inherited body of information around which later authors structured works on rhythmic poetry. The actual pieces it describes are taken from the widespread repertories of rhythmic poetry, sacred and secular, written in the twelfth century: sequences, planctus, conductus, liturgical dramas, versus, secular songs, and so forth.6' Thus we can assume that the 60 Redactions found in the Bibliotheque de l'Arsenal, Paris, Ms. 763 and in the late thirteenth-century redaction attributed to Magister Sion both describe accentual patterns in metrical terms. See Mari, 24 and 17-19. These descriptions, particularly the more detailed work of Magister Sion, reveal that the theorists were trying to describe the force of the accent throughout the entire line, and not just at the cadence. It has been clear that accentual patterns related to structures found in metrical verse have always operated in rhythmical poetry. It has long been just as clear that the two types of verse are dramatically different and operate under entirely different sets of rules. Yet, to express certain groups of accent patterns, the theorists borrowed from metrics, using spondees, dactyls, and iambs to describe relationships of strong and weak accents. 61 The work of identifying quotations from the treatises "De rithmis" remains to be done. Many of the quotations are from inner strophes, and simple incipit checks are not practice described was generally accepted throughout Western Europe. To discover refinements upon this practice offered by particular places, we must turn to the repertories of rhythmic poetry specifically created by them. It is fortunate for the study of Parisian rhythmic poetry and its music that there is both an important treatise "De rithmis" and a significant body of poetry, the sequences and the conductus, that are known to have been created in twelfth-and early thirteenth-century Paris.
At the very beginning of his Parisiana poetria, John of Garland greatly expands upon the traditional understanding of dictamin, using "prosa" as a word for his newly-invented subject. All prose,John says, "is pithy and elegant discourse, not in meter but divided by regular rhythms of clausulae."62 In addition to letter writing, John lists some examples including historia or rhymed offices, and rithmus which, he says, "we use in the proses or sequences of the liturgy."63 But rithmus must be treated separately, at the end of his work, because it is a species of music.64 John then offers a definition of music taken from Boethius, but greatly truncated:
But note that the rhythmic is a species of music, as Boethius says in his 180
Art of Music: "The art of music embraces three general areas; one such area deals with instruments, a second area with making songs; the third is theory, which assesses those instrumental works and songs.... And a musician is a man who has the skill to assess, by his systematic knowledge and by careful thought coupled with a sensitivity for music, meters, rhythms, and all varieties of songs ... and lyric poetry." Concerning which things we will speak at the end.65
John draws upon the absolute authority of Boethius, but picks the parts of the text that suit his particular meaning: a musician is a man who understands both music and poetry. And, according to John, the two arts arejoined by rithmus, the musical-poetical style found in the sequences. practice described was generally accepted throughout Western Europe. To discover refinements upon this practice offered by particular places, we must turn to the repertories of rhythmic poetry specifically created by them. It is fortunate for the study of Parisian rhythmic poetry and its music that there is both an important treatise "De rithmis" and a significant body of poetry, the sequences and the conductus, that are known to have been created in twelfth-and early thirteenth-century Paris.
John draws upon the absolute authority of Boethius, but picks the parts of the text that suit his particular meaning: a musician is a man who understands both music and poetry. And, according to John, the two arts arejoined by rithmus, the musical-poetical style found in the sequences. In classical iambic meter, the ictus falls on the second half of the foot, or on the long. When this meter gets transformed into rhythmic poetry where longs and shorts no longer matter, the beat or ictus still falls on the strong or second half of the foot. Thus iambic lines are "upbeat" lines. But the natural force of the Latin language usually puts the accent on the first syllable of two-syllable words. Words with more than two syllables are governed by the "penultimate law": if the penultimate syllable of a word is long, it receives the word accent; if it is short, the word accent falls on the ante-penult.76 As it happens, then, many threesyllable words have a strong accent on the first syllable as well, but four- In classical iambic meter, the ictus falls on the second half of the foot, or on the long. When this meter gets transformed into rhythmic poetry where longs and shorts no longer matter, the beat or ictus still falls on the strong or second half of the foot. Thus iambic lines are "upbeat" lines. But the natural force of the Latin language usually puts the accent on the first syllable of two-syllable words. Words with more than two syllables are governed by the "penultimate law": if the penultimate syllable of a word is long, it receives the word accent; if it is short, the word accent falls on the ante-penult.76 As it happens, then, many threesyllable words have a strong accent on the first syllable as well, but four- syllable words, like those of two syllables, usually have accents on the first and third syllables. Poets writing accentual or rhythmic Latin verse, therefore, favor patterns of long-short. It is far easier to find wordstwo-, three-or four-syllable words-that are patterned long-short than the other way around and, therefore, easier to be consistent in following a regular system of accent when using such words.
In the next part of his treatise, the discussion of composite rithmi, John attempts to extricate himself from the difficulties of working with quasi-iambic lines, lines that are often irregular in patterns of word accent. He begins by stating that simple rithmi have only one type of line, but composite rithmi, which are to be preferred, combine "spondees" and "iambs." The rhymes or "consonances" produced by these combinations occur according to laws of proportion found in discant and organum.77 As Waite pointed out, Garland has tied the concept of consonance or rhyme in rhythmic poetry to the idea of consonant intervals in music.78
The idea is far-reaching and complicated; the method of application is simple and, actually, of little consequence, except that it reveals something of Garland's mind-set. Although the passage is a difficult 184 one, Garland seems to be saying that rhymes occur in the second, third, fourth, or fifth lines of a strophe. In these occurrences, one can find the proportions that produce consonant intervals. John has worked hard to provide a musical framework for combining lines of different types of rhyme, those with the accent on the penultimate (quasi-spondaic) and those with the accent on the antipenultimate (quasi-iambic). He con- syllable words, like those of two syllables, usually have accents on the first and third syllables. Poets writing accentual or rhythmic Latin verse, therefore, favor patterns of long-short. It is far easier to find wordstwo-, three-or four-syllable words-that are patterned long-short than the other way around and, therefore, easier to be consistent in following a regular system of accent when using such words.
The idea is far-reaching and complicated; the method of application is simple and, actually, of little consequence, except that it reveals something of Garland's mind-set. Although the passage is a difficult 184 one, Garland seems to be saying that rhymes occur in the second, third, fourth, or fifth lines of a strophe. In these occurrences, one can find the proportions that produce consonant intervals. John has worked hard to provide a musical framework for combining lines of different types of rhyme, those with the accent on the penultimate (quasi-spondaic) and those with the accent on the antipenultimate (quasi-iambic). He con- dissonant. Thus the rhythmic grid or framework as found in discant clausulae governed the vertical dimension of the music, and the listener is aware of the "rhythm" of the music because of its harmonic structure. The subject of accent in Notre Dame polyphony has stirred controversy in recent scholarship.91 The difficulties of resolving this controversy are diminished by understanding the aesthetics of rhythmic poetry as known by Parisian composers of the late twelfth and early thirteenth centuries. In their practice of setting rhythmic texts, particularly sequence texts, Parisian composers grew accustomed to creating short, rhythmically articulated phrases that unfolded against the relentless trochaic beat of the poetry. It was doubtless Leoninus's generation that brought a melodic style inherited from the sequence composers to Parisian organum purum. In the generation of Perotinus, however, the entire rhythmic grid or framework described in this study was taken into Parisian polyphony. The tenors of the discant clausulae supplied a framework with their steady, ongoing, consistently patterned phrases. Above these tenors, upper voices were able to move with increasing freedom as composers gained skill in regulating the vertical and horizontal dimensions of the music simultaneously.92 It can be said, then, that stress accent, a key element in the rhythmic 189 monophonic style, was replaced by harmonic accent when this rhythmic style was imported into Parisian polyphony. Instead of a stress accent, Parisian composers began to give the consonant, "on beat," notes of musical phrases longer duration. And thus, we have the beginning of the first rhythmic mode, and, indeed, of the entire modal system.93 In the monophonic genres, rhythmic patterns were created primarily by stress accent; in the polyphonic genres of the early Ars antiqua, rhythmic patterns were created by alternating consonant and dissonant intervals and 93 Theoretical texts from the thirteenth century that superimpose metrical patterns upon the fully-developed modal system do not prove that metrical poetry contributed to the rise of the modal system and the new style of polyphony at Notre Dame. Such texts are rather attempts to explain the rhythmic modes and give them an historical basis. In fact, when one studies metrical poetry from the period it is difficult find any similarities between its modus operandi and that of modal polyphony. The rhythmic modes have patterns of long and short notes, as did metrical poetry, but the similarity appears to end there. The patterns of sound found in modal music are borrowed directly from patterns found in rhythmic poetry. dissonant. Thus the rhythmic grid or framework as found in discant clausulae governed the vertical dimension of the music, and the listener is aware of the "rhythm" of the music because of its harmonic structure.
The subject of accent in Notre Dame polyphony has stirred controversy in recent scholarship.91 The difficulties of resolving this controversy are diminished by understanding the aesthetics of rhythmic poetry as known by Parisian composers of the late twelfth and early thirteenth centuries. In their practice of setting rhythmic texts, particularly sequence texts, Parisian composers grew accustomed to creating short, rhythmically articulated phrases that unfolded against the relentless trochaic beat of the poetry. It was doubtless Leoninus's generation that brought a melodic style inherited from the sequence composers to Parisian organum purum. In the generation of Perotinus, however, the entire rhythmic grid or framework described in this study was taken into Parisian polyphony. The tenors of the discant clausulae supplied a framework with their steady, ongoing, consistently patterned phrases. Above these tenors, upper voices were able to move with increasing freedom as composers gained skill in regulating the vertical and horizontal dimensions of the music simultaneously.92 It can be said, then, that stress accent, a key element in the rhythmic 189 monophonic style, was replaced by harmonic accent when this rhythmic style was imported into Parisian polyphony. Instead of a stress accent, Parisian composers began to give the consonant, "on beat," notes of musical phrases longer duration. And thus, we have the beginning of the first rhythmic mode, and, indeed, of the entire modal system.93 In the monophonic genres, rhythmic patterns were created primarily by stress accent; in the polyphonic genres of the early Ars antiqua, rhythmic patterns were created by alternating consonant and dissonant intervals and 93 Theoretical texts from the thirteenth century that superimpose metrical patterns upon the fully-developed modal system do not prove that metrical poetry contributed to the rise of the modal system and the new style of polyphony at Notre Dame. Such texts are rather attempts to explain the rhythmic modes and give them an historical basis. In fact, when one studies metrical poetry from the period it is difficult find any similarities between its modus operandi and that of modal polyphony. The rhythmic modes have patterns of long and short notes, as did metrical poetry, but the similarity appears to end there. The patterns of sound found in modal music are borrowed directly from patterns found in rhythmic poetry.
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by making the consonant intervals long and the dissonant intervals short.
In conclusion, then, I would say that the primacy of stress accent in Parisian monophony does not suggest that stress accent itself was important in a similar way for Parisian polyphony. Instead, late twelfthcentury Parisian composers brought accentual patterns into their compositions by new means. In their early polyphony, primarily settings of the melismatic portions of plainchant melodies, they had no texts. And so they turned to the rhythmical regulation of consonance and, later, of duration to create the rhythmical patterns they so admired in their texted monophonic works. Once this system of creating accent had developed, text accent was no longer needed to give music rhythm; composers had learned to create strongly-marked accentual patterns through sheerly musical means.94 This, of course, was the great triumph of the Notre Dame school. Parisian composers undoubtedly took this new and decisive step in the history of Western music because accent had become so important to them that they could not do without it. This taste for strongly-marked accentual patterns developed in the course of the twelfth century and resulted from the constant setting of the new 190 style of poetry described in this study.
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94 Once composers learned to create accent in music without text, a new aesthetic overtook the art of music. The polyphonic conductus and the early motet, therefore, stand at the crossroads of two aesthetic systems; they are the first texted settings of music already possessing an accentual system of its own. The new perspective offered by this study suggests that the interaction between text and music in the early motet is an especially fruitful area for study.
